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This issue of the Bulletin is a modest memorial to Miss 


Mary Hanna whose death on May 23, 1956 ended 


an unsurpassed record of generous patronage. In honor 
of her parents, Miss Hanna gave a wing bearing their 
names to the Museum in 1928. In 1939 she gave the 
balcony around the main entrance hall, to provide 
adequate circulation on the second floor, as well as the 
series of galleries which now houses the Print Depart- 
ment. Her superb collection of oil paintings, Italian, 
Dutch, French and English, was an unrestricted gift in 
1946. Through all of these years Miss Hanna was one of 
the chief contributors to the Museum’s operating funds 
and by the provisions of her will the Museum will not 
only continue to be the grateful recipient of her continu- 
ing generosity but also becomes the proud possessor of 
Miss Hanna’s collection of pastels and watercolors. As 
the record of a distinguished personal taste, it is a most 
fitting memorial. Miss: Hanna had good advisers, 
bought from good sources, but the final act of selection 
was her own and unfailingly perceptive. 








STILL LIFE wITH GAME 


Unknown Spanish master, Oil on canvas, H. 57”, Ww. 79%” (144.78 x 201.93 cm.). Exhibited in 
‘Masterpieces of Spanish Painting’, October 8— November 14, 1954, The Columbus Gallery of Fine 
Arts; “Still Life Painting Since 1470’’, September, 1956, Milwaukee Art Institute; October, 1956, 
Cincinnati Art Museum (catalogue no. 63). Accessions number 1956.10. Bequest of Mrs. Frieda Hauck. 


YSTEMATIC study of Spanish still life painting is a recent thing. Not until 1936, 
S on the eve of the Civil War, did Madrid see a large exhibition of what the Span- 
iards call bodegones and floreros, kitchen subjects and flower subjects. Yet few modes of 
painting speak more authoritatively of the Spanish temperament. In these circum- 
stances it is not surprising that the author of the Museum’s imposing new still life (figure 
1) has not yet been determined. At first there was even some reasonable uncertainty 
of its Spanish origin; Naples and Sicily were part of the Spanish realm, many Span- 
iards were trained as “‘shadow masters”’, tenebristi, in the Neapolitan tradition and many 
Italians painted in Spain. Giuseppe Recco, who was born in Naples in 1634 and died 
in Madrid, some say Alicante, in 1695, was suggested by several authorities. 

But for all the Italian flourish of the daring baroque composition there is a sombre 
Spanish overtone to the large canvas which led one scholar to remark that the painter 
was more probably a Spaniard who worked in Naples than an Italian painting in 
Spain. The question was answered in the course of relining and cleaning the painting. 
An area of obviously later retouching on the haunch of venison was removed to show 
a portrait head of a bearded Spaniard, Spanish not only in subject but unmistakably 
Spanish in execution (figure 2). Since the rest of the canvas held no trace of previous 
painting the logical conclusion was that a full-length standing portrait had been started, 
and stopped, for whatever reason, after the head only had been painted. The canvas 
was then turned on its side, and a still life painted. It seemed a shame to lose this 
striking and rediscovered portrait but there was no way of keeping it except to change 
a serious painting into a trick-picture. So the Museum’s conservationist, Mr. Harry 
Gothard, repeated the action of: some earlier restorer and covered it up again. The 
photographic evidence, in color as well as black and white, is of course available to 
qualified students. 

Greatest of the early Spanish still life masters was ‘‘a monk among painters and 
painter among monks,”’ Sanchez-Cotan (1561-1637). Most commanding of the later 
masters was none other than Francisco de Zurbaran (1598-1661). Both painters set 
their subjects in a simplified architectural embrasure, both ennobled the casual objects 
of still life with a peculiarly Spanish dignity. The Museum’s painter seems to stand 
between these two, not as great as they, and with suggestions of Italian influence that 
cannot be found in Sénchez-Cotan and Zurbaran, but able to combine the solemn 
with the sumptuous as only a Spaniard of the XVII century could. 

Puitip R. ADAMS 





1. “Still Life with Game”, by unknown Spanish artist 





2. Head uncovered in the cleaning of Spanish still life 
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PORTRAIT OF CAPTAIN FAULTE Du PUYPARLIER 


Jean Baptiste Camille Corot, French (1796-1875). Oil on canvas, H. 2542”, w. 21%” (64.77 x 54.61 cm. ) 

BIBLIOGRAPHY: L’Oeuvre de Corot, Alfred Robaut, Catalogue Raisonné et Illustré, Paris, H. Floury, 
Editeur, 1905, p. 51, Ill. Vol. II, No. 206; Corot and His Friends, Everard Meynell, London, Methuen 
& Co., 1909, p. 81; Corot, Raconté par Lui Méme, Paris, Henri Laurens, Editeur, 1924, Vol. 1, p. 27, 
Vol. II, p. 152, Vol. III, p. 273; Corot, Peintre de Figures, C. Bernheim de Villiers, Paris, 1930, Ill. No. 
35; Art Digest, April 15, 1932, Ill. p. 14. 

CoLvLectTions: Fernand Osmund, Paris; Pierre Osmund, Paris; M. Bessoneua, Angers; Chester 
Dale, New York; Mr. and Mrs. Otto Spaeth, New York. 

EXHIBITIONS: “Corot-Daumier’”? Museum of Modern Art Eighth Loan Exhibition, New York, 
October 16—November 23, 1930 (catalogue No. 8); “‘Corot”’, Philadelphia Museum of Art, May, 
1946; “Corot”, Paul Rosenberg Gallery, New York, 1947 and 1956; “‘Spaeth Collection, Paintings and 
Sculpture”, Munson-Williams-Proctor Institute, Utica, N.Y., October, 1952, (catalogue no. 7. ill.); 
“Corot”, Phillips Memorial Gallery, Washington, D.C., 1957. 


Accessions number 1956.227. Bequest of Mrs. Emilie L. Heine. 


HE Portrait of Captain Faulte du Puyparlier by Jean Baptiste Camille Corot (figure 3), 
aii is signed and dated 1829, makes a distinguished addition to the fifteen paint- 
ings by the artist already in the Museum’s collection. This portrait is considerably 
different from both his earliest work and his more popular later work. It was painted 
shortly after his return from Italy, where he had lived and studied for four years. 
After establishing a studio in Paris, Corot invited his friends to visit him and offered 
to paint their portraits. Three portraits, remarkably similar in style, were painted at 
this time; they were portraits of Abel Osmond, Alexandre Clerambault and Faulte 
du Puyparlier. All three portraits are distinguished by their simplicity, austerity, and 
stress on individuality. 

Although there may be a suggestion of similarity in its general attack, this portrait 
of Faulte du Puyparlier is different from the numerous views of Rome, painted in the 
immediately preceeding years, which are also distinguished by their simplicity, clarity, 
formal structure and concentration upon light reflections. In character it has marked 
affinity to the portrait style that was prevalent in France at this time. The French 
Revolution had a profound impact on XIX century thought, enforcing democratic 
ideals and stressing the importance of individuality. Jacques-Louis David, who actively 
participated in the French Revolution as a member of the Assembly, established a new 
portrait convention which lasted for almost fifty years. David eliminated 18th century 
emphasis on the sitter’s material goods, and concentrated upon his individuality. In 
his Portrait of a Young Girl in the Museum’s collection, for example, David placed the 
figure in its plain Empire costume against a simple background and concentrated en- 
tirely upon her personality. In terms of this convention it is possible to see why Corot 
placed du Puyparlier against a monochromatic background, thereby focussing atten- 
tion on the personality of his sitter, augmented by the seriously painted details of the 
uniform. This portrait is obviously different from his later work where a figure is never 





3. “Portrait of Captain Faulte du Puyparlier’, by 7. B. C. Corot 


seen in isolation but always in relation to some scene which will stimulate an emotional 
response. 

At the beginning of his career, Corot painted fewer portraits than landscapes. In 
1827, he said, ‘‘ Ze n'ai qu’un but dans la vie, que je veux poursuivre avec constance, c’est de faire 
des paysages’’. (I have only one end in life, that I wish to follow with constancy; it is to 
paint landscapes.) It is obvious that Corot did not follow this dictum throughout his 
career. Although he may have preferred landscapes, he later increased the number of 
portraits and figures, creating for modern taste at least his most memorable master- 
pieces. ALLON T. SCHOENER 
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4. “Lady”’, 6) Constantin Guys 





THE Mary HANNA COLLECTION OF 
WATERCOLORS AND PASTELS 


ASTEL is an intimate and attractive medium and watercolor has always been pop- 
er ular with American collectors and painters. Yet the Cincinnati Art Museum’s col- 
lections have been weak in these departments, unusually weak for an American mu- 
seum of its size and age. There has been some improvement in the last few years, how- 
ever, notably abetted by Miss Mary Hanna’s gift of Le Ballet by Degas and Renoir’s 
Mademoiselle Samary in 1946. Now, thanks to Miss Hanna’s bequest of the balance of 
her collection, the Museum can present three permanent galleries of French, British 


and American watercolors and pastels. 


It isa XIX and XX century group with the exception of a charming drawing by the 
senior Tiepolo. 

GIOVANNI BatTTIsTA TIEPOLO, 1696 (Venice)-1770(Madrid) 
‘**Head of a Woman”’, wash drawing, H. 934”, w. 774” (24.77 x 20cm. ). Accessions number 1956.121. 
Bulletin of the Cincinnati Art Museum, Volume VII, No. 4, October, 1936, ill. on cover. 


The French list begins with Constantin Guys (figure 4), no less capable a reporter of 
his Second Empire world than Tiepolo had been of his. Guys did literally report the 
Crimean War for the J/lustrated London News and it was his seemingly casual but pene- 
trating sketches of Parisian life that led Baudelaire to remark, “‘Each epoch has its 
bearing, its look and its gesture.” 

CoNnsTANTIN Guys, 1802-1892 
*‘Lady”’, wash drawing, H. 15376”, W. 10%” (38.58 x 26.99 cm.). Accessions number 1956.116. 


Not many of Sisley’s sketches, watercolor or pastel studies for his full Impressionist 
canvases, have survived. In the Seine at Bougival the Museum has one of Sisley’s 
most sparkling oil paintings to which this pastel of a winter day on the outskirts of 
Paris, slight, atmospheric, almost smelling of snow, serves as a perfect pendant (figure 5). 


ALFRED SISLEY, 1840-1899 
‘**‘Winter Landscape”’, pastel, H. 15”, w. 18%” (38.1 x 46.04 cm.), signed lower right: Sisley. Acces- 
sions number 1956.120. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p- 
46. Exhibited in the *“Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’, C.A.M.., 
March 12—April 17, 1933. 


The aristocratic authority of Degas’ vision informs two outstanding works, the first so 

apparently unstudied that at first glance it might appear to be little more than an un- 

usually skillful magazine cover; on second glance it is a composition of rare brilliance. 
HILAIRE GERMAIN EDGAR DEGAS, 1834-1917 

‘*‘Dancer in Her Dressing Room’ (Danseuse dans sa Loge), ca. 1879, pastel on canvas, H. 345%”, W. 

14% ” (87.95 x 37-78 cm. ), signed lower left: Degas. Accessions number 1956.114. Degas et Son Ocuvre, 

P. A. Lemoisne, Paris, 1946, Volume II, number 561, ill. p. 314; Volume IV, p. 94; Modern French 








Painters, R. H. Wilenski, New York, 1940, p. 332; Bulletin of the Cincinnati Art Museum, Volume XI, 
Number 1, January, 1940, ill. p. 20; Art News, Volume XXXVIII, Number 9, December 2, 1939, 
p. 7, ill. p. 8; Adolph Lewisohn Collection of Modern French Paintings and Sculptures, Stephan Bourgeois, 
New York, 1929, p. 106, ill. p. 107; Art News, Volume XXVI, Number 28, April 14, 1928, p. 64; 
The Arts, Volume X, Number 1, July, 1926, ill. p. 26. Exhibited in ‘““Modern Paintings from Cincin- 
nati Collections’, C.A.M., November 1o—December 10, 1939. Collections: Mme. de Saint Albin, 
Paris; Adolph Lewisohn, New York; Samuel A. Lewisohn, New York. 


Dancers Coming On Stage is another striking composition (figure 6). It may be as 
early as 1880 but there are intimations in it of Vuillard, Matisse and other later masters. 
“Dancers Coming On Stage” (Danseuses entrant en Scene), ca. 1880, pastel on paper, H. 19%”, 
w. 15%” (49.85 x 40 cm. ), signed lower right: Degas. Accessions number 1956.113. Degas et Son Oeuvre, 
P. A. Lemoisne, Paris, 1946, Volume II, number 544, ill. p. 306; Volume IV, p. 94; Bulletin of the 
Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 46; Art News, Volume XX XVIII, Num- 
ber 9, December 2, 1939, p. 7; The Life and Work of Edgar Degas, J. B. Manson, London, 1927, plate 
59. Exhibited in ‘“‘A Century of French Painting’, Glasgow, 1927; ‘“Tenth Annual Exhibition of the 
Cincinnati Print & Drawing Circle”, C.A.M., March 12—April 17, 1933; ““Modern Paintings from 
Cincinnati Collections”, C.A.M., November 1o—December 10, 1939. Collections: J. Strauss, Paris. 


Forain quite frankly drew on Degas for design and Daumier for social satire. This fresh 
portrait is a calm, even tender interlude. 

Jean Louts ForaIn, 1852-1931 
‘Head of a Girl’’, watercolor, H. 18”, w. 13%” (45.72 X 33-97 cm.), signed right side, over shoulder 
of girl: j. 1. forain. Accessions number 1956.115. 


Redon’s poetic imagination first took form in a series of lithographs, lustrous black 
and white fantasies whose strange imagery anticipated Sur-realism. About 1890 he 
turned to color, chiefly pastel. He once said, “‘Birds and flowers are my confidants,” 
and his private confidings can perhaps be heard beneath the surface of this, among 
several other ostensibly simple portraits of flowers. (Cover illustration.) 
OpILON REDON, 1840-1916 

“Still Life, Flowers’, pastel on gray paper, H. 25%”, W. 19%” (64.14 x 49.85 cm. ), signed lower right: 
Odilon Redon. Accessions number 1956.118. Bulletin of the Cincinnati Art Museum, Volume IV, Num- 
ber 2, April, 1933, p. 46. Exhibited in the “Tenth Annual Exhibition of the Cincinnati Print & 
Drawing Circle”, C.A.M., March 12—April 17, 1933. 


For several years now the whim of fashion has neglected one of the ablest contemporary 
painters. To be sure Segonzac, in common with most of his generation, is sometimes 
inclined to repeat popular themes, but when he looks freshly at the familiar landscape 
of the Ile de France as he does here the result is a modest masterpiece (figure 7). 
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‘*Winter Landscape’, 
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6. “Dancers Coming on Stage’, by H. G. Edgar Degas 
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ANDRE DUNOYER DE SEGONZAC, 1884- 
‘Landscape, St. Cloud’’, wash drawing, H. 22%”, w. 30%” (56.2 x 76.84 cm.), signed lower left: 
A. Dunoyer de Segonzac. Accessions number 1956.119. Bulletin of the Cincinnati Art Museum, Volume 
IV, Number 2, April, 1933, p. 52. Exhibited in the ‘Tenth Annual Exhibition of the Cincinnati 
Print & Drawing Circle’, C.A.M., March 12—April 17, 1933. 


The great Turner watercolor probably dates from the eighteen-twenties. It shows the 
bridge at Coblenz under the misty ramparts of Ehrenbreitstein with topographic fidel- 
ity, but primarily it traps the same gold-shot light of river air which London-born 
Turner had learned to paint on the lower reaches of his well-loved Thames (figure 8). 
The Impressionists learned much from Turner as they painted the lower reaches of 
the Seine. 
Jos—EPpH MALLORD WILLIAM TURNER, 1775-1851 

*Coblenz Bridge” (Ehrenbreitstein), watercolor, H. 114”, w. 17%” (sight). Accessions number 
1956.112. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 46. Exhibited 
in the ‘‘Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’, C.A.M., March 12— 
April 17, 1933. 





. “Landscape, St. Cloud”’, by André Dunoyer de Segonzac 
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Brabazon was born in Paris of English parents and brought a breath of French percep- 
tion to the guidebook accuracies of prevailing English watercolor style. 
HERCULES BRABAZON, 1821-1906 
**Venice’’, watercolor, H. 94”, w. 13%” (sight), signed lower right: H. B. Brabazon. Accessions num- 
ber 1956.109. 
Sir DAavip YouNnG CAMERON, 1865-1945 

*‘Lennoxlove Castle” (Leithington Castle), watercolor, H. 74”, w. 6%” (sight). Accessions number 
1956.122. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 53. Exhibited 
in the ““Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’’, C.A.M., March 12— 
April 17, 1933. 

AMBROSE McEvoy, 1878-1927 
“Elizabeth”, watercolor, H. 1834”, w. 115%” (sight), signed lower right: McEvoy. Accessions num- 
ber 1956.110. 

ARTHUR RACKHAM, 1867-1939 
‘Street Scene’’, watercolor, H. 144”, w. 9%” (sight), dated and signed lower right: Arthur Rackham, 
Orta/23. Accessions number 1956.111. 


Three famous expatriates introduce the American section. Whistler is represented by 
a portrait sketch of Fanny, probably Fanny Leyland, daughter of Frederick Leyland 
the Liverpool shipping magnate for whom Whistler painted the Peacock Room and 
in whose home he often visited about 1870 (figure 9). 

James A. McNEILL WHISTLER, 1834-1903 


“Fanny”, watercolor, H. 94”, w. 5%” (sight), signed lower right: butterfly monogram in red. Acces- 
sions number 1956.103. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 50. 
Exhibited in the “Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’’, C.A.M. 
March 12—April 17, 1933. 


Whistler spent fourteen months in Venice in 1879 and 1880 where he did some of his 
finest pastels. 

“Yellow Boat”, pastel on brown paper, H. 11%”, w. 74” (sight), signed lower right: butterfly 
monogram in black and white. Accessions number 1956.104. The Art of James McNeill Whistler, An 
Appreciation, T. R. Way and G. R. Dennis, London, 1904, pp. 92-93; Memories of James McNeill 
Whistler the Artist, T. R. Way, London, New York, 1912, p. 52, ill. no. 47. Exhibited by Fine Art 
Society, London, spring, 1881. 


Mary Cassatt, originally of Pittsburgh, is perhaps the only American painter of major 
rank, as the Parisians reckon these things. Degas was her guiding influence; her rela- 
tion to him was that of disciple to master rather than of pupil to teacher. Degas first 
noticed her work in the Salon of 1874 and in 1877 invited her to join the Impressionist 
group. She showed with them in their fourth and fifth exhibitions. Partial blindness, 
a strange affliction for such masters of sight as Monet and Degas, began in 1912, dark- 
ening her last years. This pastel is more than a study for the large oil of 1882 in the 
Chester Dale collection, it is a finished masterpiece in its own right, realizing all the 
possibilities of its different medium. 
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8. “Coblenz Bridge’, 


by Joseph Mallord 
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Mary CaAssatTT, 1845-1926 
“La Loge”, pastel, H. 114”, w. 8%” (sight), signed lower right: M. C. Accessions number 1956.94. 
Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 46, ill. p. 51; Cincinnati 
Fine Arts Journal, Volume VIII, Number 11, spring, 1937, ill. cover; Catholic Women’s News, Novem- 
ber, 1936, ill. cover. Exhibited in the “Tenth Annual Exhibition of the Cincinnati Print & Drawing 
Circle’, C.A.M., March 12—April 17, 1933. 


Sargent met Brabazon in 1886 or 1887 and began to work in watercolor for a part of 
each year. It was a kind of vacation from the demands of his fashionable portrait prac- 
tice and the results are quick personal glimpses of his essentially Impressionist temper- 
ament (figure 10). 
JOHN SINGER SARGENT, 1856-1925 

“A Falucho”’, watercolor, H. 13%”, w. 19%” (sight). Accessions number 1956.100. John Singer Sar- 
gent, His Life and Work, W. H. Downes, Boston, 1925, p. 270; Bulletin of the Cincinnati Art Museum, Vol- 
ume IV, Number 2, April, 1933, p. 50. Exhibited in the ‘“Tenth Annual Exhibition of the Cincinnati 
Print & Drawing Circle”, C.A.M., March 12—April 17, 1933. 


‘Woman Reclining’ (Femme Couchée), watercolor, H. 20”, w. 13%” (sight). Accessions number 
1956.101. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 50. Exhibited 
in the “*Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’, C.A.M., March 12— 


April 17, 1933. 


“The Water Mill”, watercolor, H. 15%”, w. 20%” (sight). Accessions number 1956.102. Bulletin 
of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 50. Exhibited in the ‘““Tenth An- 
nual Exhibition of the Cincinnati Print & Drawing Circle’, C.A.M., March 12— April 17, 1933. 


Winslow Homer was as natively American as Whistler, Sargent and Cassatt were cos- 
mopolitan; though oddly enough his first watercolors come from his stay in Tynemouth 
in 1881 and 1882. Like Guys he had been a pictorial war reporter, and drawing for 
the engraver’s rigid line gave a stiffness to his early work. It began to yield in the 
watercolor studies of North Sea fishermen, whose hard and dangerous life appealed 
to Homer’s Maine coast sensibilities. 
WINSLOW Homer, 1836-1910 

“Arrival of the Fishing Boats’’, watercolor, H. 134”, w. 19” (sight), signed and dated lower left: 
Homer 1881. Accessions number 1956.96. Bulletin of the Cincinnati Art Museum, Volume IV, Number 
2, April, 1933, p. 48, ill. p. 55; Cincinnati Fine Arts Journal, Volume VI, Number 12, July-August, 1934, 
p. 9 (ill.); What’s Doing in Cincinnati, November 14, 1936, p. 4 (ill.). Exhibited in ““Centenary Exhibi- 
tion of Works of Winslow Homer”’, Carnegie Institute, Pittsburgh, January 28— March 7, 1937 (cata- 


logue no. 65). Collections: Daniel H. Farr. 


Life close to nature, whether in the Adirondacks or on the coasts of the north Atlantic 
or the Caribbean, was Homer’s constant theme. 

“The Fisher Girl”, watercolor, H. 14%”, w. 20%” (sight), signed lower right: Homer. Accessions 
number 1956.97. Bulletin of the Cincinnati Art Museum, Volume IV, Number 2, April, 1933, p. 48. Ex- 
hibited in “‘Centenary Exhibition of Works of Winslow Homer’’, Carnegie Institute, Pittsburgh, 
January 28—March 7, 1937 (catalogue no. 114). Collections: Colonel H. H. Payne. 
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No one has ever handled the medium with greater mastery than Homer achieved in 
his mature watercolors. The Wave of 1895 is a consummation of his art, both as to style 
and content. 

“Marine, The Wave’, watercolor, H. 134”, w. 194” (sight), signed and dated lower left: Homer 
1895. Accessions number 1956.98. Bulletin of the Cincinnati Art Museum, Volume VIII, Number 1, 
January, 1937, p. 16, ill. p. 17. Exhibited in ““Centenary Exhibition of Works of Winslow Homer”’, 
Carnegie Institute, Pittsburgh, January 28—March 7, 1937 (catalogue no. 131). 


The Mary Hanna bequest contains other examples of American painters’ control of 
watercolor. Farny of Cincinnati and the New Englanders Benson and James explore 
the medium’s varied possibilities. 
Henry FRANGO!IS FARNY, 1847(France)-1916 

**Plains Indian” (Indian with Horse), watercolor on paper, H. 94”, Ww. 7%” (sight), signed and dated 
lower right: Farny/go. Accessions number 1956.95. Exhibited in ““Henry F. Farny and the American 
Indian”, C.A.M., March 2—April 4, 1943. 

FRANK W. BENSON, 1862-1951 
“Flying Eddy’’, 1923, watercolor, H. 12%” w. 18%” (sight), signed and dated lower left: F. W. Benson 
°23. Accessions number 1956.93. Bulletin’ of the Cincinnati Art Museum, Volume IV, Number 2, April, 
1933, Pp. 54. Exhibited in the ‘Tenth Annual Exhibition of the Cincinnati Print & Drawing Circle’, 
C.A.M., March 12—April 17, 1933. 

MERLE D. JAMEs, contemporary 
“Foggy Morning’’, watercolor, H. 134”, w. 19” (sight), signed and dated lower right: Merle D. 
James ’44. Accessions number 1956.99. 

Puitip R. ADAMS 





10. “‘A Falucho”’, by John Singer Sargent 
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Print DEPARTMENT ACCESSIONS SINCE 1954 


N 1954 two very important exhibitions were presented by the Print Department; 
I the first was Twentieth Century Biblical and Religious Prints from the collection of Mr. 
and Mrs. Ross W. Sloniker; the second was The Albert P. Strietmann Collection of Color 
Lithographs. The Sloniker collection is the only one of its kind in existence. With char- 
acteristic generosity Mr. Sloniker presented to the Museum in 1954 and 1955 the col- 
lection of two hundred and one prints and added thirty items in 1956, among them 
the Passion of Christ by Bernard Buffet, a set of twenty-one dry-points before the text. 
Selections from the collection were circulated nationally by the American Federation 
of Arts and have been exhibited most recently at the Museum of Fine Arts in Houston, 
Texas and at the Ohio Union of Ohio State University. 

Mr. Strietmann has also been a very generous donor. In 1954 he presented to the 
Museum his color lithograph collection of ninety-eight items. (It was exhibited the 
following year at the Detroit Institute of Fine Arts and at the City Art Museum of St. 
Louis.) The collection includes important examples by Toulouse-Lautrec, Bonnard, 
Vuillard and other masters of the medium of the past hundred years. In 1955 and 1956 
Mr. Strietmann made additional gifts of color lithographs, as well as prints in other 
techniques, totaling one hundred and eighty-five. Among the one hundred and thirty- 
nine color lithographs are such important XIX century examples as Toulouse-Lautrec, 
Trish and American Bar, Rue Royale (D.362,1); Renoir, Pinning the Hat (D.30), Children 
Playing Ball (D.32), and Standing Nude (D.28); Vuillard, Maternity (R.-M.30); Bonnard, 
House in the Courtyard (R.-M.59); and Munch, Apple Picking Neutrals (S.459). 

Additions by artists of the XX century not represented in the Strietmann collection 
heretofore, include three color lithographs by Marini; two by Clavé, and one each by 
Pechstein, Picasso and Zao Wou-ki. Purchases for the collection were made by Mr. 
Strietmann from the Fourth International Biennial of Contemporary Color Lithography. Of 
these Afro, The Watchman, Masuda, Cranes in the Moonlight and Erni, Zebras were sub- 
sequently reproduced in an article in Time on the most popular prints in the exhibi- 
tion. (A selection from the Biennial is now being circulated by the American Federa- 
tion of Arts.) 

A number of color lithographs from the Biennial were also purchased with Museum 
funds. With these earlier purchases, and the Strietmann collection the Museum can 
justly claim that it has the most comprehensive group in existence illustrating the de- 
velopment of color lithography from its beginnings to the present day. 

Mr. Strietmann’s interest in prints is not limited to color lithography. He also pur- 
chased eight prints from an international exhibition which was first shown at Ljubl- 
jana, Yugoslavia of which one is an engraving by Norma Morgan, Moor Claimed, Ruins 
of a Farm in Yorkshire, and another is a color woodcut by Frasconi, Fulton Fishmarket, 
Sunrise. An additional gift, the Bauhaus Portfolio No. V consists only of black and white 
prints, to which were added an early etching by Braque and one by Villon, three by 


18 





11. Henri de Toulouse-Lautrec, French, 1864-1901, “‘Irish and American Bar, Rue Royale,” 1896, 
color lithograph poster, D. 362. Gift of Albert P. Strietmann 


Johnny Friedlaender, and Rembrandt’s Christ and the Woman of Samaria (H.122I1). 

The range of the Museum’s print collection was extended by other important gifts. 
One of these was the superb set of etchings by Braque for The Theogony by Hesiod given 
by Miss Mary E. Johnston. Donors who are not residents of Cincinnati also gave sev- 
eral prints to the Print Department. These include Dr. Luigi Majno of Milan, owner 
of one of the most important private print collections in Italy, who presented a color 
lithograph by Campigli. The Czecho-Slovak Embassy of Washington gave four color 
lithographs which had been lent to the Fourth Biennial. Also, Mr. Howard B. Luther 
and his daughter, Miss Frances Luther, donated three prints they purchased while in 
Europe. The Cincinnati Print and Drawing Circle made an important contribution by 
authorizing the Curator of Prints to purchase in Europe three unusual prints by des- 
ignated artists, namely, Nolde, Klee, and Kirchner, and also donated a large Picasso 
lithograph. Mr. Stanley M. Rowe, Jr. gave a group of prints by Bone, Griggs, Cam- 
eron, Whistler, and the Rembrandt, Woman Sleeping (H.129). 

Mr. Benjamin Miller’s gift ofone hundred and fifty prints is among the largest ever re- 
ceived at one time. More than half are woodcuts made by him, some of which were 


reproduced in foreign publications. The rest include miscellaneous examples of which 
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the more important are by Daumier, Hofer, Grosz, Orozco, Matisse and an interesting 
group of woodcuts by European artists not previously represented in the Museum’s 
collection. Miss Emily Poole’s gift includes a color lithograph by Sir Frank Brangwyn 
and a book of English etched caricatures. Mr. John W. Warrington and Mr. Lucien 
Wulsin enlarged the American section of the Print Department with gifts of late 19th 
century examples. Mr. T. A. Langstroth’s gift of seventy lithographs and etchings in- 
cludes Owen Jones’ important early work in color lithography, Plans, Elevations, Sections 
and Details of the Alhambra. 

The Print Department is fortunate in having received such a diversified group of 
prints from various donors. This interest is connected, perhaps, with the revival of 
activity in print collecting in this country and abroad during the past decade. It 
should be noted that with a few exceptions the gifts to the Print Department in recent 
years have been XIX and XX century examples. Even though the Museum has the 
magnificent Herbert Greer French collection, this group still lacks certain important 
engravings and etchings of the XV, XVI and XVII centuries; hence, it is desirable 
that examples ranging from Schongauer to Rembrandt of the best quality be added, 
in some way, to the Museum’s notable print collection. 

GUSTAVE VON GROSCHWITZ 
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12, Auguste Renoir, French, 1841-1919, “Children Playing Ball,’ 1g00, 
color lithograph, D. 32. Gift of Albert P. Strietmann 
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13 Emil Nolde, German, 1867-1956, “‘ The Free Harbor of Hamburg,” 1910, 
woodcut, S. 35, Gift of The Cincinnati Print and Drawing 
Circle in memory of William H. Harrison u 





14. Bernard Buffet, French, born 1928, ‘The Three Crosses,” 1954, dry-point 
from ‘* The Passion of Christ.” Gift of Mr. and Mrs. Ross W. Sloniker 








15. Johnny Friedlaender, French, born 1912, “‘The Cat with the Tuft,”’ 1954, 
color etching and aquatint. Gift of Albert P. Strietmann 
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